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ABSTRACT 
 
 
My work portrays my own social and cultural desires, fears, and experiences. I 
employ a narrative format that shows childhood cartoon influences to attract viewers and 
visual complexity to sustain them.  I depict fear, tension, struggle, and isolation to reveal 
deception, which stems from a response to structures of power.  It is a representation, a 
questioning, and/ or a critique of the state of today's human nature and subsequent 
condition. I employ images of animals as a stand-in for the human figure, feeling or 
persona.  Mechanical devices are metaphors of harmful systems of culture or power.  The 
illusion of transparency and other formal tools help unify these disparate forms to create 
an image that evokes an empathy toward the human dilemma and illustrates how little 
control we have over these harmful systems.  The media of printmaking facilitates 
layering and also allows the imagery to be shared with a wider audience.  In the creation 
of this work, I have been largely influenced by the dream-like qualities of Surrealism and 
the political work of Honore Daumier and Francisco Goya, and contemporary artists who 
create elaborate narratives, such as Trenton Doyle Hancock and Matthew Barney. 
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OVERWHELMING SYSTEMS 
 
 
I have always been interested in the narrative, which stems from childhood 
experiences.  I grew up watching Looney Toons cartoons, listening to bedtime stories, and 
being captivated by theatre work.  When I take into account the deeper-seated meaning 
and message that was often times embedded within these early childhood influences, 
there seemed to be a potentially darker side to what was portrayed.  The narrative format 
and visual complexity of my work is used to portray my own social and cultural desires, 
fears, and experiences.   I depict fear, tension, struggle, and isolation to reveal deception, 
which I feel are inherent to structures of power.  It is a representation, a questioning, and/ 
or a critique of the state of today's human nature and subsequent condition.  Presenting 
this in the media of printmaking not only supports my concept; it also allows the imagery 
to be shared with a wider audience.  
The Narrative 
 My methodology of constructing a narrative utilizes many devices specific to the 
cartoon genre, such as anthropomorphism, the modification of forms, and implied action 
and anticipation, which, along with color usage, create an “aggressive cuteness.” 
 Anthropomorphism is defined as an attribution of human motivation, 
characteristics, or behavior to inanimate objects, animals, or natural phenomena.  This 
has occurred in literature and cartoons where animals have been used to represent human 
form, as in George Orwell's book Animal Farm and Warner Brothers' Looney Toons.  
The figures within my work are animals, which take on humanized characteristics 
through their actions, environment, or expressions.  Through domestication, most people 
have experienced emotional and empathetic relationships with animals.  With the use of 
anthropomorphism, I create a condition of empathy where the animals become a stand-in 
for human feeling or persona.  Using animals in the place of people also makes the work 
less individualized and more accessible.   
 In the creation of these anthropomorphic characters, I boldly modify forms.  I 
utilize exaggeration, distortion, and morphing to express emotion, movement, and 
tension.  This manipulation creates figures that are seen in different visible states of 
progression.  Whereas in cartoons, the characters usually bounce back, the figures in my 
work show evidence of irreversible destruction.  Though these manipulations are cartoon 
devices, the ill-fated figures in my work have a mortality that does not exist in the 
traditional cartoon genre.  
  Cartoon animators utilize overlapping action to create anticipation of what is 
about to happen.  I also employ this method with implied action to stage progressions, 
transitions (or lack of), and changes.  Within my work, elements are poised to perform, as 
if to dance, scratch, stretch, and grab.  In cartoons, overlapping action is meant to clarify 
an order of events, but in my work, through the pose and gesture of the figures and the 
context of their environment, the progression of these actions becomes convoluted.  A 
machine or system that employs implied action exists in the silkscreen "Which Way do 
You Turn the Wheel?" where one can see pink rabbit figures on the left side of the 
composition attached to a revolving wheel.  As one moves across the composition, the 
figures move through a transparent tube in a visibly different state, so it is apparent that 
the forms have been changed and moved by the machine. 
 Together, all of these elements create an "aggressive cuteness."  Chuck Jones, 
Looney Toons director and creator of the Roadrunner series, coined this term.  The 
manner in which the figures are depicted evokes a quality of cuteness, but their actions 
and personae have an aggressive nature.  This aggressive cuteness is manifest in my 
woodcut, "Communication Birth Weasel," where a weasel is depicted in a whiskery, 
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furry, soft manner that contrasts with the pose and scale of the figure.  This duality is also 
visible in the lithograph/ silkscreen "Suspension," where an unexplainable struggle is 
taking place.  A pig is shown with a face that seems as if it may be yelling out.  Its arms 
and legs are frozen, yet the curls of its digits show otherwise.  The placement of the 
figure feels confined and has a specimen-like quality.  On one hand, the pig looks as if it 
is screaming and in pain, but on the other, it looks as if it is dancing and laughing.  In the 
pieces, "Consume(r) Life," as well as in "Heeear Communi-kitty-kitty-kitty," the use of 
color emphasizes the aggressive cuteness through a combination of saturated or candy-
coated colors, like sickly sweet pastels, set against black and white drab environments.  
Pairing bright colors and domestic pets with a threatening and sometimes multivalent 
environment or expression evokes the aggressive cuteness that exists within my work. 
Visual Complexity 
 Devices such as scale and point of view, detailed rendering of illusionistic and 
imaginary forms in a single space, and the layering, texture and variety of mark-making 
specific to printmaking processes, are used to create strong compositions that are meant 
to have visual complexity to hold the viewer's interests. 
 The pictorial space within my work has a stage-like quality that relates to the 
background space within cartoons, which looks very flat and static, considerably 
contrasting the expressiveness and energy of the characters that inhabit them.  The spaces 
I create show that cartoon influence, with some flattened aspects, but become more 
descriptive through the use of texture, the environment, light, and well-rendered areas.  
These qualities are seen in the central panel of my lithograph "Jackalope Triptych," in 
which there are two towers, each of which contains a jackalope, one looking downward, 
and the other looking across the space.  The towers are rendered with great detail, but 
also have a contrived feel because of the flat color, and the precariousness of the 
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structures; they look fragile against the landscape.  The space itself has an all 
encompassing, but leveled view, which references the way things are seen on television 
screens, as well as my influences from Heironymous Bosch.  I see the influence of 
Bosch's flatness of background paired with realism of figures, in cartoons and within my 
work.  I am drawn to Bosch because of his attention to detail, portrayal of pain through 
fantasy, use of symbolism, and representation of the darker side of human nature.  
 When I place figures into these spaces, I make conscious decisions about scale 
and point of view.  I am setting it up, framing it, and presenting it for the viewer.  This 
controls the physical distance and the intensity of the viewer's experience.  In 
"Communication Birth Weasel," the scale is life size, which makes the figure imposing, 
confrontational, and closer to the viewer.   
 This control of space is greatly influenced by Surrealism, partially because of the 
creation of an imagined space.  Surrealists incorporate depictions of magic, and 
sometimes terror, to create spaces that supersede the reality of everyday consciousness.  
Salvador Dali uses a combination of the realistic, the abstract, and the psychological.  He 
is hailed as the master of illusion because his work contains meticulous craft and 
rendered detail. 
 Like Dali, I create illusionistic and imaginary forms in a single space.  The 
recognizable, well-rendered imagery gives an illusion of reality, a starting point to depart 
from, that facilitates informed decisions about the construction of the narrative.  Realistic 
representation gives the viewer something recognizable to latch onto, and also provides 
me with a strong foundation in realistic source material to convert into the imaginative.  
Through this combination of visual reference and imagined imagery I create figures in a 
"Frankenstein" like manner using photographic, computer manipulated, hand-drawn, or 
carved methods.  The well-rendered hand-drawn manner provides an intimacy that 
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contrasts the caustic nature of the image.  I pair photographic or digital elements with the 
hand-drawn to emphasize or expose different states of a subject, figure, or environment, 
as in the lithograph/ silkscreen "Heeear Communi-kitty-kitty-kitty," which portrays a cat 
and a machine.  The central area of the composition contains saturated digital silkscreen 
colors, which is juxtaposed with a colorless lithograph frame.  Within the colored area, 
the cat is being penetrated in its ears and eyes by a machine, which makes the figure look 
helpless and evoke an empathetic response.  In the peripheral areas of the composition, it 
is revealed that the cat and machine are not two separate entities, but are connected and 
morphing into each other. 
 Within all of these methods, I am capitalizing on the aesthetic qualities unique to 
each process.  Silkscreen, lithography, intaglio, and woodcut are the primary techniques 
that I implement.  In silkscreen, using digital CMYK color separations, there is a 
diffusion dot pattern, which is mechanical looking.  It provides me the opportunity to 
reproduce drawings and incorporate photographic elements into my work.  With 
lithography, there is a rich surface created that is very similar to charcoal drawing.  
Intaglio and woodcut have an excavation of the surface that is evidenced in the end 
product.  Intaglio has an ephemeral quality and can be used to make very small intricate 
lines.  Woodcut has a richness that is already dictated by the grain of the wood, which I 
respond to and incorporate into my compositions. I exercise all of these methods because 
of the variety of surfaces and textures.  
   This mark-making system, craftsmanship, and attention to detail challenges the 
images we see in the media.  Most media imagery is meant to be consumed rapidly, due 
to its mechanical production, and quick pace of viewing.  The well-rendered marks 
within my work represent a commitment of labor and time in the creation of these images 
that is meant to slow down the viewing.  The combination of layers within printmaking 
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creates an image that then has the ability to be reproduced, which makes that dedication 
of labor and time more gratifying.  The preciousness inherent through this commital 
becomes less intimidating and allows the work to be more accessible, which is 
appropriate to the social and cultural context.    
Animals and Machines 
 Our current social and cultural systems contain aspects that are often 
dysfunctional, deceptive, and negative.  Often times their results reveal the darker side of 
human nature.  I use metaphor to create work that shows the abuses by institutions of 
power.  The anthropomorphic characters within my work represent the human figure, 
feeling or persona.  The mechanical devices or machines metaphorically represent an 
imposing system of power and control, such as the media or consumerism.  The 
combination of these elements is meant to evoke an empathy toward the humanity and 
show that these systems are ultimately out of our control.  It is about an acknowledgment 
of evil.  Fulfillment of social and cultural desires can lead to disillusionment and 
disconnection.  My work attempts to reveal that we do not want to see the negative or 
confront our own inability to change things.  It is an attempt to gain control, while also 
revealing that these systems can harm us.  Acknowledgment of these conditions would 
hopefully raise questions for the viewer.    
 The machines or mechanical devices that I incorporate into my work are based 
upon my reactions to the media and consumerism.  Elements are incorporated to 
represent these systems, such as antennae and televisions that reference the media, and 
gears, pulley systems, and machine-like forms that hearken to industrialization within 
consumerism.  The use of plexi glass and aluminum versus matte board and wood in the 
presentation of my framed work, also references consumer packaging and mechanical 
forms. 
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 To combine this dissimilar subject matter, the illusion of transparency is a device 
that contributes to both the narrative aspect and the visual complexity of my work.  It 
aesthetically unifies the figure and machine.  It is also meant to bring attention to or 
reveal the underlying mechanical structures of forms within a composition, as in the two 
side panels of "Jackalope Triptych," where there are two jackalopes that have a layer of 
fur, a transparent glass layer, and mechanical gears.  In the left panel, the figure is poised 
for movement down the stairs and one can see that the gears are broken.  In the right 
panel, the underlying structure is further revealed to have a platform with a mechanical 
control system, yet there is no one "behind the wheel."  In this piece, the transparent layer 
and the gears are in tact with the wall of the interior of the figure.  A progression from the 
central to the two exterior panels reveals the logistics behind their underlying structure 
and that these logistics are dysfunctional and hurtful when put into motion.   
 In representing the human condition and the culture that affects it, my work 
addresses political issues, though not overtly.  Historically, printmaking has been used to 
communicate religious, secular, and political imagery.  Honoré Daumier and Francisco 
Goya are two examples who have influenced my work.  Daumier, a lithographer and 
political cartoonist, uses satire to portray social and political concerns in a graphic 
manner.  He used the absurdity of physical characteristics to show foolishness within 
society.  His social and political representation expressed empathy for the 
underprivileged.  Goya was considered a keen observer of human behavior.  He depicted 
scenes of violence in Disasters of War, satire of human folly and weakness in Los 
Caprichos, and revealed his darkest visions in Black Paintings.  The common thread with 
all of these artists is a portrayal of the darker side of human nature. 
 Not only does printmaking have a history that is appropriate to the content of my 
work, but it also provides me with an excitement that cannot be fulfilled by any other 
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media.  There is a build-up of anticipation when creating an image.  Layers are separated, 
multiple runs add up, and the progression of the image is finally revealed when you pull 
that first print.  This excitement is another driving force for the concentration of time I 
spend rendering an image. 
 In contemporary art, I can relate to artists who are working with the narrative 
through the creation of a personal mythology, but that are also aesthetically well crafted 
in their design.  Trenton Doyle Hancock is a good example because he has a very large 
and intricate cast of characters that reflect moral protagonist and antagonist relationships.  
Since his characters are not culturally recognizable imagery, Hancock gives people 
access to the meaning of his work through its installation by including "historical" text on 
the gallery walls that tell the story behind the images.  Michael Barnes creates pieces that 
seem narrative because of the veiled implications of action.  Figures are bound and 
dysfunctional, but seem to be attempting movement, which becomes a recurring theme 
that relates to the creation of a personal mythology.  Of all contemporary artists, for me, 
Matthew Barney has the most intricate, beautiful system of symbolism and metaphors to 
create narratives through drawing, sculpture, and video work.  I am drawn to his work 
because of his attention to scale and angle, color, and strong craftsmanship.  Sue Coe has 
been an influence on me because of her ability to depict emotion through her portrayal of 
animals in helpless situations.  While the content of that body of work focuses on animal 
abuse, I can relate because of the similarity of subject matter and the use of narrative. 
 At its core, my work represents the darker side of human nature.  It is meant to 
evoke an empathetic response. The combination of animal and machine-like forms 
implies abuse by systems of power and control and is an effort to reveal the deception, 
dysfunction, or hurt that exists as a result of these underlying structures.   
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I show this body of work in a recognizable cartoon-like format with detailed rendering to 
present the viewer with a more digestible version of a darker scenario. 
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 Fig. 2.1  Suspension 
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 Fig. 3.1  Consume(r) Life 
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 Fig. 5.1  Which Way do You Turn the Wheel?
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 Fig. 6.1  Jackalope Triptych (central panel) 
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 Fig. 7.1  Jackalope Triptych (left panel) 
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 Fig. 8.1  Jackalope Triptych (right panel) 
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